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ERIK SaTIE: MEMORIES OF AN AMNESIC (fragments)

le WHAT I aMm

Bveryone will tell you that I em not & musician.l
It's true.

From the beginning of my career I clrssed myself
&mong phenometrogrephers, My woerks are pure phonometry, If
oene takes the "Son of the Stars"™ or the "Pieces in the Form of a
Pear," the "In Riding Habit"?ér the "Sarabands," one can see
that no musical ides presided i@iﬂ;ghe crestion of these works,
They are domincted by scientific thenught,

Besides, I get more pleasure from meessuring a sound
than I do from hearing it., With phonometer in hand, I work surely
and joyfully,

What haven't I wimited weighed or measured? 411 of

Beethoven, z11 of Verdi, etc. It's very curious.

The first time I used a phoenescope, I examined
a B flat of average size. I have, I assure you, never seen any-
thing more disgusting, I had to call my servent in to show it
to him, p‘Jﬁﬂ"ﬁd;géﬂ

On my phon%weiqher an ordiéﬁry F sharp, of & very
common type, registered 93 kilegrems. It came out of a very

fat tenor whose weight I also teok,

Do you know how te clean sounds? It's a dirty

1, Cf,. S6r&'s™usiciens francuis dtaunjourdthui,.™
2. (Satie is referring to thé horse, net the rider. trans,)
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£
business, Catabguing them is neater; to know how to classify them
is a meticulous affair and demands goed eyesight. Here, we &re
in phenetechnics. N v H

In regard t; sonerons explosions, often so disagree-

placed
able, cotton/in the ears attentu=tes them quite comfortablye.
Here, we are in pyrophenics.
For writing my "Cold Pleces," I employed &
caleidephone register, This toek seven minutes. I had to
call my servant in te listen to it.

I believe that I can say thut phenolegy is super-
ior to music. It is more varied. You get paid more fer 1it.
That!'s how 1 mdde all my moneye

In any case, with a motodynamephone, & phonoemetry
expert with practically no experience can easily note dewn meore
sounds than the most skilled musician, in the same time, with
the seme effort, It is ¥hanks te it that I have been able to
write so muche

The future therefore belongs to philophonics.
(1912)
o, THE DaY OF a4 MUSICIaN
An artist ought te regulate his life,
Here is the exact time-table of my daily lifes

Get wp: at 7:18 a.m.; inspired: frem 10:23 te

Y
11:47., I lunch at 12:119§nd leave the tgble at 12:14,

A healthy turn on the horse to the end of my grounds:
from 1:19 to 2353, More inspirstion: from 3:12 to 4:07.

Various eccupations (fencing, refkections, napjing,
visits, contemplstion, dexterity, swimming, etc....)s from 4:21

to G347,
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satie 3
Yinner is served at 7:16 and ends at 7:20., Then
symphenic resdings (out louvd); frem 8:09 to 9:59,
Uoing to bed to takes place regularly at 10:37,

Once a week I awake with a start at 3:19 a.m., (Tuesdays),

Ikat only white foods: eggs, sugar, ppsasedshd minced

benes; the fst from dead animals; vesl, salt, coconuts, chicken cooked
in white water, the mould from fruit,rice, tunrnips, camphor sausages,
pites, cheese (whits), cotton salad and certain fishes (without
the skin),.

I boil my wine, which I drink cold with fuchsia
Jrice. I heve a geod ap;etite, but I never tslk while eating,
for fear of chéking to death.

I breathe with care (a little at a time). I dance
very rarely. While walking I héld my sides and stare fixedly
straight ahead,

Having & very serious expression, If I leugh it is
without meaning te. I apologize afterw rds, affably,

I sleep with only one eye closed; my sleep is deep.,
My bed is round, with a hole to put my head throYghe Hourly g
servant takes my temperature and gives me another,

Foer a long time I have subscribed to a fashion
magazine, I wear a white cap, white socks, and a white vest.

My doctor has always told me to smeke, To this

advice he adds, "Smoke,my friend: if it weren't for that,
anoether would be smoking in yonr place.,”

(1913)

(translated by Robert lMotherwell)
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1
Bveryone will tell you that I am net a musieisn.

It's true,

From the bdeginning of my career I classed myself
among phenemetregraphers, My works are pure phenometry, If
one takes the Sen ef the Stars eor the Pleces in the Ferm of

a Pear, the In Riding Habit er the Sarabands, one can see
ho
that me musicsl idea presided over the ereation of these works.

They are dominated by scientifiec thought,
Besides, I get more pleasure from measuring s
sound than I de from hearing it, With phenemeter in heand,
I werk surely and Jjoeyfully,
What haven8t I weighed or measured? All of
Beethoven, all of Verdil, ete. It's very curious.
The first time I used a phonoscope, I examined
a B flat of avorngo nizo. I have, I assure you, never a?ﬂ“ u’!' ,t fm:v\v
anything mere N)'Jz:o:g I had te ¢all in my servant to""uoh-ﬂ..
On my pheno-weigher an erdinary F sharp, of &

very common type, registered 93 kilegrams. It came out of

a very fat tener whose welght I alse tooks
Do you know hew te c¢lean sounds? It's a dirty

business. Guuloéng them 1s m te know hew to classify

them is a meticulous effair and demands geod eyesight. Here,

we are in Mtnhliu. » & r v
n- mm my E&m I employed &
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nlcimmc-rc;htorz 8 took seven minutes. I had te
call in my servent to hear oh;‘t-g

I believe that I can say t phenolegy is nup.rior
o O Paad Ruiu

te .“1’.A It varieds Mnmm-‘h-mw:.
- zgl‘-zﬁ ~Wmfh4&a ey ‘W

w ca o, with & motedynamephone, a waddeone
MAL sapresy
phon-otw oxportAun oanny ote dewn more sounds than the

most skilled musician, in the same time, with-,g'mo effort,
It is thanks to it that I have been able to write so much,

The future therefore belengs te philephoniecs,
(1912)

II
THE DAY OF 4 MUSIGEN

An artist mwst regulate his life. P
Here is :a?’ exact time~table of my daily &'\:
Get ups &t 7318 a.m.; inspireds frem 10:23 te
11347, I lunch at 12311 and leave the table at 12314, ?Wﬂo(a
A healthy herseback ride te the end of the -peddesics—
from 1319 pem. to 23534 More inspirations frem 3312 to 4307,
. Various occupations (fencing, reflectiens, im-
il“f"?{"msey,Ac.nt’;onplation, dexterity, swimming, eteecss) from
4321 to 6347
Dinner is served at 7316 and ends at 7:20. Then
symphonic résdings (eut loud)s frem 8309 te 9359,
Going teo bed takes plase regularly at 10337,
Once & week I awake with a# start at 3:19 a.m. (Zamsdays)
I eat only white foodss eggs, sugar, grated

bonesy the fat frem dead amimals; veal, salt, eoeonuts,
chicken cecked in white water, the meuld frem fruit,
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rice, turnips, sausages in eamphor, pites, chesse (white),
cotton salad and certain fishes (without the skin),

I bofl my wine, which I drink cold with fuchsias
Julees I have a good appetite, but I never talk while eating,
for fear of choking teo deijth.

I breathe with care (a little at a time). I
dance very rarely.¥ Eﬂih !:nlking, 1 hold my sides and leok
fixedly me,

U’\u ery serious expression, if I laugh/ it is
without mesning te. I apoleglze afterwards, affablyg)

I sleep with enly one eye closed; my sleep 1s sourds,
My bed 1s reund, with a Me&& hole te put my head through,
Bk Hourly a servant takes my tuﬁiﬁturo and gives me another,

For a long time I have lubl“ri‘hd te a fashien

magazine, I wear a white cap, white socks and a white vest.
My dectér has slways told me te smoke, Tothis
advice he adds, "Smeke, my friend: if it weren's feor that,

anether would be smeking in your place."

(1913)

Erik Sstie

(translated frem the French by Robert Motherwell) N 121 %
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Petsi6) U ke

Mallarme and Painting
by Daniel-Henry Kahnweller

Few poets have had real contact with the plastic arts. It
Would be useless for exsmple to seek any such contsct in Rimbaud
or Verleine. Baudelaire's intuitive undersianding for the painters
of his time remalns unequalled. Mallarme may be cited as one
of the very few poets whose writings on the plastic erts have
not only not been transformed into absurdities by time but are,
like those of Baudelaire, of a nature to sup;ly us with a spi-
rituel nourishment that nothing else can provide.

2 wrofe

Mallarme hes—weltten little on peinting as such, but what he
has sald reveals a rare clairvoyance. He hes made mistakes --
though not too many -- with regerd to the importance of individu-
el painters. He looked on the insipid Puvis de Chavannes as a
genius, but -- and this 1s far more significant -- he reflected
on the nature of painting as he did upon the nature of poetry,

This, for example, 1s what he wrote in his article: "The Jury

of Painting for 1874 and M. Manet" 1), "How can a work be said

to be 'rather exaggerated' when among its elements there is a
harmony which holds 1t together and lends it a charm that might
easily be broken by one added stroke? To be more explicit, I
might remark that this sense of measure, applied to & psinting
without any previous study of the dose of 'impression' it embodies,
can reasonably be expected to detect any excess, whether the ex-
ecution be consummate or negligent ... " One 1s struck by the
which 1s
firm insistence on the unity of the work,/the sole criterion of
its value, or even of its exlstence. This unity 5 we are re-

T) Published in La Renalssance artistique et litterairs, for
April 12, 1874.
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minded of the conversations with Manet -~ has more to do with

the harmony of colors in a painting than with its structure; but

such was the trend of the period, and particularly of the Im-
Pressionists who were his friends. Did he not write: "I am
glad to be 1iving at the same time as Monet™? He supplied a
prefatory note for an exhibition of Berthe Morisot. He saw a
g00d desl of Degas, who for his part "understood nothing, absol-
utely nothing" of lnllnrn;'a lecture on Villiers de 1l'Ile-Adam.

Degas tried to write sonnets and complained to lallarm; that
he was unsuccessful despite all the ldeas he had. "You don't
write sonnets with ideas, Degas," sald lallarn;; "put with words."
An admirable reminder of the implements of poetry, of the spe-
cific Mature of this art. Another passage in the article fronm
"La Renaissance” shows the same clalrvoyance with regard to the
nature of painting. "Thers is a ;;;;;;h matter-of-factness about
visual perception,” he wrote, "and certain painting techniques
whose principal sin i#8 to mask the origin of this art made of olls
and colors, are apprehended in an over-simplified way that may
tempt fools seduced by an appearsnce of facllity ... "

In this passage I discern not only an accurate definition of

painting, but also a statement of what constituted the true novelty

of Manet., Thls painter ecreated innovations while painting. Let

me explain myselfs for him a white 1s a white before being a
eloth. The joy of painting is stronger than the Joy of imitat-
ing. By this fact, Manet contributed greatly to the 112:::}195";

of painting that has been effected by subsequent painteuqeomqm
gf%ng;f£§riiiaoVQring the specific character of their art ahd

with paint tag asccordinglye To be sure, we find certain beginnings

in this direction before Manet (especially in the painters he admired:
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in those of Velasquez' works that are not court portraits, in
the late Pranz Hals, in Goya, and sometiwses even in Fragonard);
but only with Manet does this liberstlon become deliberate. The
Impressionista, 1t must be sald, did not understand Manet's need
to be first of all a painter. They lest the freedom that this
gave him., In their desire to hold their "tmpression” fast, they
were compelled to "imitate" it. Later, Van Gogh entered upon the
path opened by Manet. The "Fauves" followed him, preparing the

road for all.

;o
Mallarme counted many painters among his frlends. He does

not seem to have had close contact with Cézanne. But he saw a
good deal of Renoir and Whistler, in addition to those painters
we have already mentloned: Manet, Monet, Degas, Berthe Morisot.
He had works by all of them hanging in the rue de Rome. There
was also & drawing by Ouys. Portraits of lallarn;; yere psinted
or engraved by Edvard Munch, Gauguln, Jaeques-Emile Blanche,
Whistler, Valloton. Manet, Renoir, Degas, Berthe Morisot, Raffaelli,
Rops illustrated his works., Redon was supposed to 1llustrate
"Le Coup de D;;," but the book never appeared. Aslde from a few
mistakes, Inllarm;'a choice clearly bears witness to a Jjust sense
of plastic value. He seems for example to have hsd no illusions
about @Gervex, whom he often saw at the house of l;ry-Laurens.
lallarm; was regarded as an "Impressionist poet™ at the time
when,x as we have seen, the Impressionist painters were his
friends. There 1is unquestionably a certain rapport between thelr
art and his. Like him, they turned away from what may be called
the materialism of their elders. It seemed to them that the
outward world could be known only within the limits of their

sensory perceptions; but the "smpression” they strove to give was
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the immediate, unretouched result of a single visusl perception,
wheread the "selsatlon" that Kallnrm; wished to transmit was in-
finitely more complex. What 1s more, llallarn; knew that poetry
"{s made with words," and painting "with oils and colors,” while
the Impressionists, more perhaps than the painters of eny other
period, attempted to "mask the origin of thelr art," to show a
real landscape just as they had seen i1t at a certain moment, ra-
ther than a painted surface.

In speaking of a poet's relation to painting, it would be
ebsurd for us to content ourselves with handlng out good and bad
marks from the lofty platform of posterity, now that time has
rendered 1ts verdict on the bad palnters among his contemporaries.
We must say what kind of painting the poet liked, and we must show
what thhazhl;gu in common wlth the painters he admired. But what
really matters 1s something else., What really matters is the in-
fluence he has had on painters, both on those of his time and on
those who ssme after him, There are periods in which poetry is at
the forefront of struggle, end others when painting tekes the lead.

belatedly
And sometimes 1t 1s & master, already dead, who/exerts a doninant
influence on the sister art., I do not believe that lwllarm
influenced the Impressionist painters, or that they influenced
him. The example of Manet, however, had shown him that one
safeguards the purity of an art by taking cognizance of the im-
plements of that art.

It was not until after 1907 in my opinion that the poetry of
Stephane l-llarno exerted a profound influence on the plastia
arts, and this influence was closely bound up with that of Oonxmo'.

pllnﬁinln The art of our time owes & groat deal to those two men

who barely knew one snother and presumall y never had occasion to
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exchange ideas.

Cubism, which 1s the origin of the art of today, found in

-
Cezanne the example that enabled it to construct 1ts plastic

architecture. It was the reading of Iallarm/ that gave the Cubilst

painters the audacity freely to invent sligns, 1n the conviction

thet soorer or later these signs would, in the eyes of the spectator,
be the objects signified. Paithful to the teaching of lagot and
Mallsrme, the Cubist painter painted "with oils ango;]i:;;md on
thelr canvases they juxtaposed not bottles and trees, but colored
forms. Thiy were aware of the "sign" function of these forms, which
becsme objects only for those who knew to how "pead" the sciipt.
Fainting is s seript and has never been anything else, but this it

often
has sometimes forgotten, it has mEmaxknax "masked 1ts origin." The

reguirements of the rigild construction at which they were aiming
obliged the Cubist painters to invent new signs, showing scarcely
any resemblance to those employed by their predecessors. If they
haed the courage to do this, and the conviction that these aslgns
would in the end be "read," it was thanks to Hallarn;; The

faith in the enchanting power of words, the certitude that the

artist is & creator, which animated Mallarmé, Bave the Cublsts

courage to invent signs which create reallty.

!allarn; many times stated this faith, this conviction. Con-
sider for example this passage in "Maglc": 2)

"I maintain that there 1s a secrot equivalence between the ola
methods and the magic which poetry will always be; I am stating it
here and I own that I personally in my essays have perhaps stressea

i1t to an extent exceeding what my contemporaries are able and will-

2) Published in The National Observer, January 28, 1893.
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ing to enjoy. To evoke the unmentioned object in a deliberate
shadow, by allusive, never direct words which all equally smount
to expressions of silence, 1s to attempt something that comes close
to an act of creation: this act of creation achleves plausibility
Wwithin the limits of the idea which the sorcerer of letters ex-
clusively exploits, until he succeeds in bringing forth the apark
gxittax of an 1llusion. The verse 1s concelved as an incantationd
And no one will deny that the cirele perpetually closed and opened
by rhyme, bears a likeness to the rings in the grass drawn by the
fairy or magician.,"
Few texts are more revealing with regard to the spiritual

origins of modern art. To be sure, the atmosphere surrounding

the beglnnings of Cubism no longer implied the "deliberate

shadow" of the Symbollst perlod. The Cublist painters tended
towards clarity. Nevertheless, they, too, rollow;:; Hnllarm; in
"attempting something like an act of creation” and "exceeded what
their contemporaries were able and willing to enjoy." Today, in
any event, their works reveal the "spark of an illusion." If

this 1s true, if they dared to concelve forms that were "incant-

ations," 1t was thsnks to the example put forward by St;phana

Mgllarme. To this poet modern art owes a debt of gratitude

equalled only by its debt to Paul Cezanne.
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ALFRED JARRY: FABLE

A can ef cerned beefl, chained like a lergnette,
Saw a lebster pass by whe lésked Xike his sister,
He was buekled in hard armer

On which was written that inside, like her, he had ne benes,
( BONELESS AND ECONOMICAL)

And under his ceiled tail

He actually had a key hidden te epen her.

Smitten by leve, the dedentary cerned beefl

Said te the little autemebild case eof living geeds
Thet if she would censent te mske herself at heme
Nesr him, in the werldly shep windew,

She slse woeuld be decersted with many geld medals,

(teens., by R.M,)




